instilled, or at least given imaginative shape, in Dexter's very early childhood, when he was forced to watch his mother's brutal murder and dismemberment at the hands of a ruthless band of men whose symbolic surrogates Dexter will kill in his adulthood. Those killings, moreover, are safely framed by Dexter's stepfather Harry (James Remar), who trains him in a strict code that will ensure he never gets caught and that he only kills those who have (repeatedly) killed innocent others. And throughout the first six seasons of the series. Dexter adheres to this code religiously, or almost. The two notable exceptions to meet the serial killer's knife are Lila (Jaime Murray}, Dexter's passionate fling from Season 2, who attempts but fails to kill Dexter's step-children-to-be, Cody and Astor; and Nathan Marten {Jason Kaufman), a man who photographs and lustily gazes at computerized images of Astor in the series' third season. Marten's child-loving ocular crimes, like Ula's affempfed child-murder, are, by Dexter's logic, the same thing as child-murder, or serial killing more generally, and such transgressions fit in-or at least in around-Harry's Code with sufficient snugness that those who threaten children, regardless of outcome, deservedly get the knife. In this way the series attempts to stitch a seamless tapestry from Dexter's traumatic childhood to the vulnerable childhoods of young people around him. If our hero has one unassailable virtue, it's in his quality of the lion protecting his cubs. Having strangled Marten, Dexter intones:
"Nobody hurts my children.''B ut beyond the hypertrophied American desire to take the law into one's own hands, and the equally hypertrophied desire to make the world a safe place for children, is a series of questions to which Stockton has made us sensitive, and upon which the Showtime series embroiders. Some of those questions are:
• What hypotheses form around Dexter's childhood desire to kill, including his preremembered but purportedly definitive experience of watching his mother die? His "memory" of this scene, after all, occurs only in flashbacks and from the point of view of the camera looking at the child, not from within the child himself.
• What does it mean for this killer to have been born-or rather born again -into his mother's spilled blood? We have no way of knowing whether the Dark Passenger was born into Dexter from the womb or whether it found its entry during the witnessing of his mother's death, and so we never know whether we are looking two births or one.
• What meanings get,produced from Dexter's "originary" desire as it meets up with, gets fashioned, and perhaps even deformed, by the surrogate father Harry (the Dead Father par excellence) and his annoyingly omnipresent, superegoic Code, a Code that allows Dexter to kill without getting caught? Dexter's entire raison d'être may be to come to terms with the mother's death, but it is the father whose ghost haunts him more consistently.
• And how do such deterministic motivations mesh in a character so irreducibly queer?
For at its center, DexfertheTV series is yet another queer narrative, yet another American tale of a man with a closet, inhabited only by a dark secret; a man who continually attempts and continually fails to inhabit a normal family, and who continually fails to adjust his desires to fit that normalcy; a man who, with decades of American-style psychoanalysis at his beck and call, understands his relationship to and as The Parent to be fraught, crisscrossed, and polyvalent, yet ultimately subject to straightening out in the fullness of timeof fern///time, to be precise. He's hiding in plain sight, right in the middle of his family."' Thinks Dex: "Trinity's a husband, a father. He's like me."8 Family here is not just opposed to killing, it also enables its-as it always has for Dexter. If it has been a premise of the show all along that families can best be protected by Dexter's killing on their behalf, that is, by not leaving justice to more official systems of enforcement, it has also been a premise that performing the role of heteronormal family man can facilitate murder like no other form of enclosure.
At the same time, though, the privileged status of Family as a social institution endangers the very constituents it is supposed to protect. For example, it is the impossible ideology of family unity that has turned Arthur into a murderer to begin with, just as it is the closet of family unity (violent father, passive mother, victimized children all posing as happy} that allows him to serial kill across the years. It is the names and images on an SUV decal-the boast of the Family on that most symbolically normative of vehicles, parked at a suburban shopping mall-that will give Trinity all the information he needs to seduce and capture his next victim, Scott Smith (Jake Short), by impersonating a police officer and playing on the child's fears for his parents' safety.io So too it is Rita's status as wife and mother that will secure her place alongside other wives and mothers at the end of the day: dead in a bathtub, femoral artery opened, blood drained." She dies, that is, not just because she is Dexter's wife but because she is a mother, a Mother like young Arthur's mother who dies from grief for a dead daughter. And the implications are clear: Rita's death is not in spite of the bosom of family pleasures but because of it. she was supposed to have been enjoying herself in the Florida Keys waiting for her frisky bridegroom to arrive for their belated honeymoon, but a series of events during her departure-events that partake of the catalogue of banality I constructed earlier-force her to return to the house where she will be killed.
Rita comes back to the house from the airport because she had forgotten her travel ID; she forgot her ID because she had been flustered and inattentive when leaving in the taxi; the fluster was caused by the fact that Dexter couldn't find Harrison's favorite baby toy . .. and one must not leave home without it.This conglomerate of "crises" establishes the scene for Rita's death, making the series' argument as ruthless as its murderers: while Family poses as an antidote to a culture of crime and death. Family itself is driven by death; it enables dark passengers of all sorts and directly contributes to its own destruction.
Not just driving one to distraction, then. Family drives one to death, a death drive embodied in the season's key child-in-danger, Scott Smith. Through Scott, we go to the heart of Trinity's motivations for killing. We have already learned that Trinity's cycle of three killings (hence the nickname) displaces Father, Son, and Holy Ghost onto Arthur's sister Vera, suicidal mother, and abusive father; but through Scott we get what Kathryn Bond Stockton would call the more "living, growing, cubist form of dramatically mismatched feelings and movements from different temporalities" that the murderous child evinces.'^Through Scott, we get to the "death" of the child that Arthur himself once was. In a very telling scene, the abducted Scott is forced to counterfeit Arthur-as-a-child and to live out, through the drive of a train (another death drive to which Stockton and Showtime alert us), the loved and nurtured child that Arthur never was. Arthur speaks earnestly to Scott: ARTHUR: Don't you understand? Father drinks, and mother pays the price. I'm just trying to protect you, Arthur.
SCOTT: My name is Scott! ARTHUR:You're a dear boy, Arthur... so innocent, kind-hearted. Promise me you'll always stay this This replacement or "counterfeit" Arthur, like the series of counterfeit Arthurs before him, is made to impersonate Trinity's desires for a happy childhood before then being killed-a pattern that Law Enforcement, including Dexter, has until this point been unable to detect.
The symbolic weight of this child-murder is impossible to miss. Trinity is serial-killing not only ten-year-old boys across the United States as a prelude to three other murders in each cycle, a prelude that only Dexter has been able to identify; rather,Trinity is serial-killing himself as a serial child-the child he "really" was and can no longer stand to have been, and the child he wishes he had been, the child he desires to be, the child that can only present itself as the fantasized, impossible ideal. Man-as-boy, man-as-killed-boy, man-as-boy-killer, communes with boy-as-other-boy, boy who must live and boy who must die. Dexter has taken to the Code-wielding Harry, whose purpose it is to allow Dexter to realize his death-drive with relative safety. And finally, Scott is also a counterfeit Jonah (Brando Eaton), Arthur Mitchell's biological son, the son who also continually faces the punitive threats of violent Oedipal daddy (and who, in Season 6, will kill his own mother for having failed to protect him and his sister from their abusive father.)i6 It is "this boy"-this pair of counterfeit children Jonah-and-Scott-that Dexter will choose to protect over his own children whenTrinity's murderous rage threatens to lash out at his own immediate famity.These "other" boys, these serial children are a dangerous supplement to Dexter's own family, but they are also the preferred and irreducible substitute to that family, the most real embodiment of physical threat, the most potent site of sympathetic energy.
And so if Dexfer performs a devastating critique of America's family-bound ideology and its murderous Dark Passenger, it also performs a counterclaim. I've been arguing here that the counterfeit child elicits destructive acts of violence against a capital-"C" Child that can never The impulse to murder children, to murder for the sake of children, even to become a child and to murder as a child, may take us some distance to answering the question on a lot of people's minds these days, "What is OueerTheory Doing With the Child?"2i According to Kenneth Kidd, this question has brought us to an impasse. On the one hand, says Kidd, we have Eve Kosofsky Sedgwick, Michael Moon, and others22 proffering the "protogay" child as a nostalgic and sentimental subject who resists any attempt to "interrogate" its ego complexities or self-rivening desires. 23 In such work we have queer adults attempting "to keep faith with vividly remembered promises made to ourselves in childhood/'J" as Sedgwick puts it, to make this world a better place for queer children; so too Dexter, who promises his baby son Harrison after his booster shot that he'll never let anyone hurt the child again.25
But against this protective gesture and its premise of the non-deconstructive, anti-psychoanalyzable child we have the Child in Lee Edelman, the Symbolic figure of heteronormative fantasy and reproductive futurism who bullies us into disavowing -both psychically and politically-the very negativity that queerness may be called upon to figure. ^^This Child can only and always be a figure for death, since its continual deferral into the future undoes the very premise of fulfillment that it is so tantalizingly made to proffer. While Kidd ultimately endorses more generous models of queer childhood embodiment, like Bond Stockton's "growing sideways,"2' I am as interested in the ways in which such sideways growth might model for queer adults some alternatives-some enabling counterfeits-to the problematic idea of the "queer family'.'As the kind of queer adult who finds the concept of normalized family life stultifyingly deadly, I can only meet the devastation of bourgeois suburban fam-
